The attempts to disclose some unity of human existence and being in European The refusal from the concept of culture, nature, metaphysical meaning of existence, creativity, symbolical language of art means that the potential of anthropological and ontological artistic myth-making within Moderne has exhausted itself.
Introduction
Starting from the 19 ℎ century, theological and logocentric paradigms of mindset were gradually replaced by the world view based on the conceptually unforestalled outlook of the subject striving for active creative expression and substantiation of his existence in the world. The new paradigm is characterized by its departure from the ideas of Reason, Faith, Morals, Culture and Sociality as ones which historically discredited themselves by enslaving human freedom and luring people into the tenets of false ideologies.
Since that time, a new search for different sources took off in order to reveal the unity of human existence and being. The disillusionment in the potentialities of religion, cognition and morality puts forward myth-making and art as the principal forms of cultural creation which bring about new forms of subjective and objective identity.
In mythological thinking which conjures up a picture of subconscious, sensual and semantic belonging of man to the forces of a universal being, the material world becomes spiritual, while metaphysical meanings acquire sensual contents. Myth creates a new reality, which is perceived as original, authentic and having a particular magnetic energy, which subjugates the world around. Art is a form of creation, closest to myth; it produces a language, which gives aesthetic reality to living and cultural meanings of human existence. Confluence of mythological and artistic creation occurs when culture feels the need for a language, which can impart the traits of sensually and physically perceived reality to the myth. By the end of the 20 ℎ century, the myth of the unity of man and existence lost its vital force and became superseded by social and media-mythology as well as by some other types of myths which look for ways of converging with other forms of art.
Artistic mythologies born in European culture of modern times and found in Romanticism, Symbolism and Avant-garde, reveal different forms of anthropological and ontological wholeness: in Romanticism through spiritual experience of the universe by the artist's individuality, in Symbolism through symbolic images personifying the identity of the artistic subject with the irrational creative energy of existence, in early Avant-garde -through the involvement of man-cum-artist in the process of creating a total harmony of existence which is potentially capable of transforming the whole world. The purpose of this article is to look at the transformation of anthropological and ontological artistic myth-making in the art of 19 ℎ -20 ℎ centuries. 
Poetic Mythology of Romanticism
The central ideas behind the mindset of Romanticism were the following: selfdeveloping Universum presented to human perception as nature; creation as an encompassing sensual and spiritual activity of man aimed at gaining insight into existence;
art as an implementation of existential and human meanings in the artistic idiom.
Nature was perceived by the Romanticists not as a thing in itself opposed to man and hidden from him, but as a common world into which the man enters and co-exists and supplements it with his creations. The world of nature presents itself in the actual substantiality through which one can experience and then conceive the living body of the universe which helps the creative individual to fulfil himself by becoming the sphere of application of his creative efforts. Though the world of nature was considered to be the principal source of inspiration, deep down Romanticists believed that it was the artist -her congenial creator -who was capable of uplifting this world by creatively contemplation is poetry -which is the single genuine knowledge of reality, while the poetic talent is a quality of a genius. Thus, it is only the artist who can be considered a "universal" and "ideal" man, while the creative process is the only perfect way of human existence, in effect, of the genuine life. Artistic creation was thought to be the highest form of creative activity as a maximum fulfilment of spiritual possibilities of the subject in his holistic unification with the object -the evolving world. "All sacred games of art, -according to Friedrich Schlegel -are none other than a distant reproduction of the endless game of the universe which is in the process of eternal making" ( [11] , 64).
In Romanticist thinking, the vitality of the world and the life of soul converge in the state of spiritual experience of the world, the apex of which they would call an "anguishing of the soul" -its overabundant excitement from the sensation of interaction with the world, the joy of feeling the spirit of life as oscillations 'between memory and anticipation." To ponder over the indefinite, to live through something which cannot be fulfilled, i.e. to dive into the depth of consciousness forever discovering there new shades of sensations and themes for inspiration -in this psychologized existence the Romanticists saw the meaning of existence.
It is not only the cult of Universum they were worshipping -they also were searching for the ways of its artistic representation. Their main problem was the artistic language which could be in line with the changing existence. The unsurpassable difficulty they could not overcome was in "catching the fleetness and elusiveness of reality in the mode of incessant self-representation of both the absent object and the inevitable subject" ( [8] , 370), and in making the language of art not just represent ideas but render the energizing urge of creativity. They directed all their creative forces to imbue the language with enlivening powers rather than honing language forms; they sought for artistic expression of the living universe in the forms of organic naturalness, which linked their images to the actual substantiality. Still they were far from mimetic realism. 
Theurgic Artistic Mythology of Symbolism
The concept of artistic work of Symbolism, particularly of Russian Symbolism as the one most philosophically interpreted, brings art outside the boundaries of culture and personality. Symbolist mindset was initially facing not the real world of nature, nor the inner consciousness of the individual but the creation of the new being. Symbolists as well as Romanticists saw in art the highest form of human creative work, though they understood its goal differently -art was interpreted as an endeavor which continued divine creation while the artist was a creator of the universe: "Theurgy -is an art creating a different world, a different being, a different life, and beauty as a thing existent" ( [3] , 235). Art was to get the insight into the depth of symbolical potentials of the world, as an unseen form, to see a prototype of existential theurgy in the act of symbolization. Thus, the symbol itself is understood as a revelation and motivation to create, rather than a work of art, as a prototype of life itself. "Life is creation. Life must be subjugated to creative work. Art is the beginning of life's melting" ( [2] , 154).
While Romanticists were busy with "disembodiment" of the world trying to show the creative energy of the Universum which filled the material forms, Symbolists digressed from both the concrete reality and from the psychological "ego" of the artist for the sake of identifying with the creative energy of Being; they spoke on behalf of this energy, on behalf of the cumulative "world soul" and the "spirit of time."
"Spirit, as Vyacheslav Ivanov wrote, rises from the facets of the personal to descend to the sphere of the personal which is outside the cramped "ego" ( [9] , 27). Faced with the cosmism of the Symbolist worldview, both the value of a concrete individual -the principal achievement of Romanticism -and the beauty as an aesthetic ideal of classical culture diminished. One should mention that beauty was not an asset of the Romantic worldview. Quite the opposite, Romanticists considered that the essence of life is born out of the oppositions and contradictions. That is why the beautiful always goes hand in hand with the ugly, and the lofty with mundane. For Symbolists, penetration into metaphysical space was more important than the living reality. Beauty for them was a manifestation of the highest cosmic harmony, while the transformation of the chaotic world into the beauty of the space was the highest achievement of theurgic art.
In the artistic idiom of Symbolism, the world will was the principal formative force, while a sense of form was a manifestation of the highest "ornamental will," a "demoniac thrust forward" which is born out of the total need for being to symbolize and to impart form to life. In their works, Symbolists showed the infiniteness and the unsaid of meanings emphasizing he artificiality of any of their visualization. That is why the language of Symbolism is a sign system for aesthetic coding of mutual penetration of the subject and the world rather than a way of reflecting life. Symbolism conjures up reality in the way that the reality becomes a symbol of the existing reality, while a symbol is a carrier of an innermost meaning which possesses the power of revelation.
As far as the direct rather than figurative expression in Symbolism of the idea of an infinite variety of the wholeness of existence, it is manifested in the concept of the fusion of arts, the one which was pursued by the Symbolists in their practical endeavor Avant-garde as an artistic project tried to resolve this issue.
Avant-Garde and Its Project of Life-Building
Avant-garde is a broad notion which encompasses different artistic trends (Abstract, 
"The Aesthetics of Presence" as the End of Myth-Making Projects
The second half of the 20 ℎ century following almost a fifty-year long reign of Modernism which assumed the inner world of the individual to be the only reality, and after the communicative games of Post-modernism, witnessed the awakening of interest in the model of unity of man and the world. Modern art, however, rejects both the cosmogonic image of being and the author's claims for the subjective creative thrust towards being. According to Hans Ulrich Gumbrecht, the crisis of modern culture is linked to the loss of contact with reality, the loss of feeling of being a participant of being. The way to overcome this crisis in his opinion is a transition "from the construction of meanings to the construction of presence" [7] . This acquisition of presence is achieved by means of events and processes which cause or augment the influence of the objects "present" on human bodies. The sphere where the "culture of presence"
is implemented is the space where the relations between human body as part of the world and substantial world retaining the quality of uniting substance and form are established. The principal elements of this aesthetic model are the event as a result of a bodily contact of man with the substantial world, and sensuality which manifests the involvement in the event. The image of reality thus loses its metaphysical, psychological, symbolical, mythological and mimetic dimension.
In the "aesthetics of presence" as an intensive spiritual existence in the event of human's life experience, man is a living empirical body of the experience here and now.
The event is interpreted as duration outside time and space where being becomes what it actually is and has only one formative quality -the procedurality of complicity of those participating in the experience. In this selective variant of the model of complicity of man and being, the de-subjectivized man is reduced to the corporal concreteness, the universality of being to the figural definiteness while art is given a role of intensifying man's life within a definite topos in the making of the experience of the event-cum-being.
Paradoxical as it might be, the "aesthetics of presence" is intrinsically deeply contradictory and in effect it threatens the presence itself. Life is built around one solitary man as the last man on Earth. This man is in the state of eternal change; he has no longer wholeness and singularity. In the state of disunity, deprived of any meaningful metaphysical correlation, the acting man who does not express anything but the action itself, loses motivation for self-perception and creative work and, in the end, the onto- While replacing cultural meanings by the immediate interaction of bio-man with the environment and when replacing human activity with a targeted action, creative work loses motivation to create another world and is senseless; as a result the demand for the artistic myth-making dies -'everything is drowned in empiricism."
Conclusion
The search for foundations of unity of man and being in the culture of modern time in essence reflected the stages of the Moderne project as a subjectivized paradigm of the mindset. In the new paradigm, being is a Universum in the state of self-development and changes creating an endless variety of forms and relations and endowed with the force of forming life, including human life. It seems that a rational from of perceiving the essence of the Absolute is creative endeavor of human mind which integrates all its capabilities, principal among which are feeling and imagination. The encounter of human mind with the Universum which cannot be perceived by senses requires a special space of their mutual penetration. Creative efforts of man are targeted at the making of such a space of myth-reality, while art provides an aesthetic way of its manifestation. Thus, myth-making becomes a cultural form of the implementation of anthropological and ontological unity.
One can assume that early Avant-garde became an apex of creative myth-making in European culture of the 19 ℎ and 20 ℎ centuries because myth is fully realized in the constructive work which creates both the aesthetic reality of another world and the vivid reality imbued with the features of a perfect world. In the art of Avant-garde the amount of subjectivity which is the center of the Moderne quest, is expressed most completely because the subject was interpreted not only as a subject of the mind's creative work (e.g. in Romanticism and Symbolism) but also as an active agent of lifebuilding which gives ontological reality to the union of man and being in the act of artistic endeavor. In the concept of early Avant-garde, the artist perceives himself as a cultural worker and a builder of life. The gift of readiness for the perception of forms of the universe makes the artist responsible for future before mankind, which motivates him to look at artistic work as a real day-to-day work. Thus, while Romanticism and Symbolism treat creative work as something which does not go beyond the limits of mind, Avant-garde interprets it as construction.
With the growing amount of subjectivity, different concepts of the implementation of the union of man and being were put forward, all united by the common direction rather from man to being than from being to man, and different in the amount of man's activity in this intercourse. At its apogee, we observe the tendency of the myth of the union of man and being to move from the idealistic, in fact aristocratic, variant within the limits of the mind of a genius-artist, towards more democratic understanding of the artist as an individual belonging to society with certain responsibilities before society.
Avant-garde put forward the form as an objective channel of the penetration of being into human psychic in order to enrich human life, through artistic fulfillment, with endless potentialities of being. Understanding this project as utopian at the end of the 20 ℎ century, brought about the idea of the "aesthetics of presence" which switched from the global meanings of "man and Universum", "man and Absolute", "man and being" to the establishment of a corporal and sensual contact of the empirical man with the concrete substantial reality. The loss of metaphysical dimension of being and meaning of creative work, the loss of the idea of art's mission and the direction towards social, cultural and human world characteristic of the "aesthetics of presence" has become a decisive factor for the departure of artistic myth-making from modern culture which means that the potentials of anthropological and ontological artistic myth-making within the project of Moderne has been exhausted.
